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In Search of the Ghostly in Urban Spaces * [T] he ghost is not simply a dead or a missing person, but a social figure, and investigating it can lead to that dense site where history and subjectivity make social life. The way of the ghost is haunting, and haunting is a very particular way of knowing what has happened or is happening.
-Avery Gordon 1
The spatial uncanny
The notion of the "ghostly city" in Fruit Chan's films is not a literal reference to actual ghosts; the emphasis is more on the exploration of homelessness. With reference to recent scholarship on emotion,
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the feeling of homelessness in Made in Hong Kong can be traced to the 1997 handover and the longer-term socio-economic background of lower-class people and their dismal living conditions in low-cost housing estates. The disbanded soldiers, illegal immigrants, and prostitutes from the mainland depicted in Chan's later films played no part in the grand narrative of Hong Kong as an economic miracle. These characters are also associated with objects of abjection, for example, dirt, filth, and waste matter. They are readily subject to abjection and expulsion in both literal and symbolic senses. Chan himself calls this "low aesthetics," which reminds us of his label of being a "grassroots director." This kind of aesthetics, in Chan's view, is not of "low class" or "bad taste"; it is "created out of everyday life." 2 While most middle-class inhabitants in Hong Kong would define their everyday life in association with chic shopping malls and consumerism, Chan places his characters of social and cultural marginality in unglamorous city spaces, such as brothel houses, side-street cafes, old neighborhoods, public housing estates, and slums. Some of these spaces are on the verge of disappearance. One of the demolished slums, Tai Hom Village, where Hollywood Hong Kong was filmed, now haunts passers-by like a specter. At one point, its rumbles and ruins stood shamelessly opposite to the popular shopping mall called The Plaza Hollywood. Images of the old neighborhoods in Mong Kok, Yau Ma Tei, and Sham Shui Po are also retrieved largely through documentary realism in Little Cheung. These forgotten people and spaces re-appear in Chan's cinematic space to make the city spectral. On the other hand, many of them are intriguingly connected with the globalism and tourism. The virtual space of pornography in Hollywood Hong Kong and eerie public housing estates of secret trafficking in Dumplings demonstrate the invisible and uncanny flows of images and desires. In this chapter, the focus will be on the ghostly interior and the spectral exterior which are two kinds of spectral spaces in Made in Hong Kong. As nearly all his characters in Made in Hong Kong are associated with public housing estates, the sense of ghostliness cannot be understood without reference to the experiences of the lower-class people.
Anthony Vidler's The Architectural Uncanny and his subsequent work Warped Space provide very useful perspectives for the exploration of aspects of the spatial and what he calls "the architectural uncanny," as it has been characterized in literature, philosophy, psychology, and architecture. His focus is not on uncanny architecture, which he argues does not exist; but rather, on "the architectural uncanny." I will modify it by calling it "the spatial uncanny" as both the indoor architectural space and urban exterior are discussed in this present context. It is clear that Vidler's "architectural uncanny" has been informed by Sigmund Freud's oftquoted notion of the unheimlich, but Vidler's appropriation of the term deviates from its original, psychoanalytical context.
From the provocation of the homely, stable, and domestic nature of "home and house" to the general reconsideration of questions of social and individual alienation, exile, and homelessness, Vidler deals with this doubleness with reference to Western intellectual and aesthetic history since the nineteenth century. He provides a historical and theoretical account of the architectural uncanny as cultural and historical representations of estrangement. Vidler's major interest is in urban sensibility, fear, anxiety, and paranoia, and how they are associated with space. In the third part of The Architectural Uncanny, the city figures centrally as a site of estrangement, and as topos for the exploration of anxiety and paranoia: "[t]he interpretative force of the uncanny has, in turn, been renewed in literature and painting but above all in film, where the traces of its intellectual history have been summoned in the service of an entirely contemporary sensibility." 3 If architecture is the natural habitat for the uncanny, film is its immediate abode. Walter Benjamin has implied such an interesting link between the medium of film and ghostliness in his seminal essay "The Work of Art in the Age of Mechanical Reproduction." In his nuanced discussion of how new forms of visuality are opened up by new media of his time such as photography and film, he says, " [t] he camera introduces us to unconscious optics as does psychoanalysis to unconscious impulses."
4 If psychoanalysis functions to decode the meanings of hidden impulses, traumatic past experiences which are beyond clear re-telling, and haunted feelings which are symptomatic of another reality, then the film medium is not very different from a psychoanalytic tool. As the camera manipulates various kinds of spatial representations, ghostly beings, all of which have been banished or displaced in the conscious process, are made to reappear as the repressed that return. In Reflections, Benjamin articulates more directly the relation between built space and hidden reality by saying that "[c]onstruction fills the role of the unconscious."
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Instead of adopting a psychoanalytical approach, this chapter employs a "psycho-social analysis," which focuses on questions of history and aesthetics. Avery Gordon has suggested that "uncanny experiences are haunting experiences," but "the investigation of these qualities of feelings is . . . a more properly aesthetic than psychoanalytic topic of inquiry." 6 Vidler and Benjamin emphasize the relation between spatiality and feeling. The following questions persist: Whose feelings are articulated through such spatial representations? If the "ghostly" is an antidote to mystification in psychoanalysis, can psycho-social analysis help to demystify the social and cultural specificities inherent in the spectral city of Chan's films? On the level of film representation, the sense of ghostliness evoked in film texts can be understood as culturally specific. Viewing film as a meta-discourse, Chan's cinematic depictions of the ghostly city are hermeneutical acts to articulate the experience of the lower-class people at a disjointed time in Hong Kong history. On these two levels of agency through which we can analyze production, representation, and reception, a film spectator sympathetic to the plight of the underprivileged is posited.
Fruit Chan's aesthetics and film style "The ghostly city" as an aesthetic category aims to evoke the sense of homelessness, dread, and alienation that one feels at a place which is called "home." It carries the same interpretive power as the "architectural uncanny" to trace an unsettling and ambiguous contemporary sensibility produced by urban mutations. Like Vidler's "architectural uncanny," it cannot be confined by a specific medium or the genre of the ghost story. "The ghostly city" in Chan's films is deeply rooted in Hong Kong's unique colonial experience and its postcolonial moment of transition tied with postsocialist and globalizing trends in China and the larger world outside.
As mentioned before, public housing has always been a tool for the entrepreneurial government to accumulate capital for the ruling class at the expense of the lower-class majority. On the level of representation, "the ghostly city" is often repressed and invisible in the global, celebratory discourse. If the glamorous Victoria Harbor skyline with commercial high-rises is constructed as Hong Kong's grand narrative celebrating its miraculous transformation from a fishing village to a world-class metropolis, the anonymous low-cost estates are its repressed or banished other. Like the lowerclass, underprivileged people, they are spaces that are forgotten. At other times, when the low-cost estates are re-presented as central images as in the Below the Lion Rock series produced by RTHK, they are invoked to serve as a "decorative other" to highlight the Hong Kong collective spirit which has made miraculous transformation possible. It is often implied that this spirit is borne by a hardworking, enduring population, whose social origins can be traced back to these modest, lower-class housing.
"The ghostly city" in Chan's films bears no reference to these two versions of Hong Kong's success stories. It draws our attention to the darker side of reality and how the sense of estrangement can be countered and dealt with. Through the manipulation of "ghostly chronotopes," Chan problematizes the sense of security that one feels in a worldly global city. As colonial modernity interfaces with postsocialism to shape Hong Kong's particular postcolonial experience, the sense of disorientation depicted in his films has not diminished. Mikhail Bakhtin uses the term "chronotopes" to refer to the time-space configurations in literary discourse, suggesting the inseparability of space and time. In his famous, oft-quoted passage, he conceptualizes the idea in the following way:
In the literary artistic chronotope, spatial and temporal indicators are fused into one carefully thought-out, concrete whole. Time, as it were, thickens, takes on flesh, becomes artistically visible; likewise, space becomes charged and responsive to the movements of time, plot, and history. This intersection of axes and fusion of indicators characterizes the artistic chronotope.
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He suggests that specific chronotopes correspond to specific genres, which represent particular world-views. Take the Greek romance novels which were written between the second and sixth centuries AD as examples. Bakhtin calls them the "adventure novels of ordeal," telling the story of how male and female protagonists face the obstacles to their love, their subsequent separations, and their final reunions. To depict their adventures, the characters are placed in a vast, exotic space. Events then unfold by chance without a predictable sense of everydayness. As Pam Morris suggests, "due to the changeless, atemporal and exotic, foreign characteristics of the time/space determinants, the hero lacks any sense of historical becoming. What is positively affirmed by this chronotope is the durability and continuity of human identity."
In a different way, the "ghostly chronotopes" in Chan's films do not represent any universal world-views but rather articulate a specific structure of feeling defined by a sense of dislocation at various changing moments in Hong Kong history. The discordant sense of space-time configuration in the ghostly chronotopes is evoked by three devices: the use of narrative repetition, the manipulation of light and darkness, and the depiction of warped spaces. They provide "parametric devices," generating aesthetic effects.
9 In Chan's films, these parametric devices are the major determinants conveying the sense of dread, melancholia, and estrangement that one sometimes feels in an urban context. These negative feelings evoke a wild cry from the repressed, banished, and silenced for their right to the city. The ghostly city thus enables haunting as an epistemology, drawing us closer to "transformative recognition" after the experience of being haunted.
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The ghostly repetitions in Fruit Chan's films
In formalistic analysis, repetition and parallelism are essential principles of film form. These formal repetitions, often known as "motifs," may appear as "an object, a color, a place, a person, a sound, or even a character trait" but they are often repeated with variations.
11 In Made in Hong Kong, there are mainly three major types of repetitions which evoke a sense of ghostliness: Susan's haunting, surreal appearance; the spectral return of the inhospitable spaces, both indoor and outdoor; and Moon's ghostly voice-over.
The surreal, ghostly recurrence: spectral temporality
Made in Hong Kong is punctuated by the disturbing recurrence of Susan. Each of her ghostly appearances in the film is unique in its own way, arresting time to move forward and subjecting it to repetition. This kind of ghostly temporality insists on the significance of the past modes of consciousness and experiences. Its persistent and resilient repetitions show that memories can never be completely erased.
12 Similar to the typical ghost-like victim who returns to avenge his or her anger, Susan is often quiet and voiceless. Except in one scene where we hear her voice through her dead letter, she only exists in other people's consciousness, perception, dream, and memory. The mysterious nature of her bluish haunting image lures the characters and the viewers into the journey of the ghostly search.
With apparent documentary realism, the film opens with an unsettling beginning when the viewers hear Moon introducing himself and Sylvester as failing, abandoned youth. Shot on location, the public housing estates and the basketball court cue the viewers to anticipate a realist docu-drama. But immediately afterward, in her blue school uniform, Susan's ghostly, voiceless body appears as a surreal intrusion when she wanders on the rooftop of a Hong Kong high-rise building. According to Chan, the location is Yuen Ngai Street, near Prince Edward Road in Kowloon, Hong Kong. She is situated on a pre-war building with four to five storeys; it is a typical kind of old tenement house, usually called "tong lau" in Cantonese. The scene's bluish tone conveys an acute sense of melancholy and dread. When she jumps off from the roof, the deadly, tragic destinies of the four youngsters are connected. We then hear Moon's voice-over saying, "Mom was right in saying that things are predestined." This statement not only foreshadows the youngsters' fate but also acts as a social commentary on the plight of the disaffected. Moon, Sylvester, and Ping later become intrigued by her death, finding out at the end that they all share the same fate of being forgotten, abandoned, and destroyed by irresponsible adults. If the city can be regarded as "the site of our encounter with the other," as Roland Barthes suggests, Moon's subsequent wet dreams and active fantasies in which Susan's ghost recurs illustrate that otherness does not always alienate one individual from another.
In this first instance when a low-angle shot is made, the monumentality of a typical Hong Kong multi-storey building is emphasized. This overwhelming sense of monumentality is intricately tied with agoraphobia and vertigo which are generally felt on rooftops. While this low-angle point of view is introduced by Sylvester, its perception is not limited to him as the camera soon becomes the audience's eyes ( fig. 6.1 ). For an ordinary Hong Kong film spectator who is familiar with this type of suicide story from the rooftops of the high-rise buildings, this opening sad tale connects itself to many other frustrating experiences of living in Hong Kong, where jumping off high-rise buildings has accounted for the majority of the suicide cases. 13 The sense of familiarity associated with the rooftop as a deadly space is inseparable from the negative experience of living in the public housing estates.
Some critics have observed that Susan's falling image can be read in the context of a masculinist discourse. Tracing this kind of falling image to Chan's earlier mainstream film Finale in Blood, Long Tin argues that Chan's preference for falling images indicates a kind of panoramic view of the masculinist kind. He notices that in the first instance, when Susan falls, she ends up resting beside Sylvester's feet. Subsequently, the repetition of Susan's falling death in Moon's wet dreams indicates how male sexual desires can be fulfilled by the death of the girl. He then further argues that this kind of male narcissism can be placed within the context of the 1997 handover.
14 Chan's films reveal a world without fathers, just as Hong Kong in transition was also in a fatherless state.
15 This psychoanalytical reading points out the sexual relationship between the characters. Susan's recurrent appearances can be read both as Moon's wet dreams when he is asleep and as his fantasies during masturbations. As the girl's pathetic, deadly fall satisfies Moon in his wet dreams and active fantasies, she is also a victim in her relationship with her teacher who abandons her. If the monumental high-rise building can be read as a phallic symbol of power, as some feminists suggest, the deadly leap does not render any victory but only exposes the male characters in crisis.
While this reading of the crisis of masculinity is suggestive in both its psycho-social and political dimensions, it polarizes the youngsters who are supposed to share the same fate. It is true that the strangeness of ghosts often alienates and frightens those who encounter them; however, Susan is embraced rather than antagonized by the other three youngsters. Ping, Sylvester, and Moon's collective invocation of the girl's spirit in the vast graveyard is an attempt to build up their youthful community after adults from home and school have shattered their hope. One may observe a similar kind of "retribalization" in the Young and Dangerous series discussed in Chapter 4 as many young gangsters come from broken families. However, since Moon's community does not celebrate and romanticize the power of youth, the process of retribalization in Made in Hong Kong articulates a different possibility of how a self-other relation can be enacted. In Moon's first wet dream, white fluid flows profusely out of Susan's body and it then fantastically mutates into red blood ). In the last moment of the film when Moon has just shot himself dead, images of milky white fluid and red blood flowing across the ground appear again. In both cases, surrealistic elements intrude on the film text, eliding the boundary between waking and dreaming, between self and other, between inside and outside. Although the film may sound pessimistic as it deals with the condition of a dead end at a critical time, this transcendence of the boundary between differences suggests that strangeness and foreignness can be coped with. We may even encounter a situation where we confront our strangeness within ourselves, as Julia Kristeva suggests. 16 Although the focus of Made in Hong Kong seems to be on localism, this philosophical implication with regard to strangerhood in a cosmopolitan context is illuminating. If the ideal of cosmopolitanism relies on how one is able "to engage with the Other," and to establish "an intellectual and aesthetic stance of openness toward divergent cultural experiences," as Ulf Hannerz puts it, discovering "a stranger" within oneself is the first key to making connection with others.
17 Kristeva is insightful to say that "we must live with different people while relying on our personal moral codes . . . A paradoxical community is emerging, made up of foreigners who are reconciled with themselves to the extent that they recognize themselves as foreigners."
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In this light, Chan's vision of how an uncertain future can be faced does not reside in a simplistic celebration of youth power, as the young gangster series implies; he is interested in coping with the emergence of differences at a changing time. Politically, the voice of the radio announcer from "People's Radio of Hong Kong" speaks metaphorically about linguistic and political differences between Hong Kong and China. Interpersonally, Moon's irresponsible father represents the prototype of the Hong Kong man who keeps a mistress. The mistress's accented Cantonese suggests that she might have come from mainland China. Economically, Moon's gangster boss is busily trafficking with his mainland counterparts. The end of the colonial era in 1997 opened up a new age when Hong Kong entered into the political reality of re-integrating with the PRC. It was also the time when the worldwide trend of postsocialism accelerated different kinds of cultural flows between Hong Kong and the PRC, and between Hong Kong and the rest of the world.
In his later films such as Little Cheung and Durian Durian, Chan further explores this need to come to terms with differences. Although there is no ghostly figure like Susan in these films, both films deal with the presence of "strangers" in Hong Kong's urban space. They present Hong Kong's urban space as one frequented by the locally born and bred, new immigrants from the PRC, and migrant workers from other parts of Asia. Instead of depicting surreal intrusions like Susan's ghost, Little Cheung articulates the urban mutations in Hong Kong by showing us disappearing humans and urban spaces. With the passing of the old world, Fan (Mak Wai-fan), the illegal immigrant from China, has become the "stranger" that Little Cheung (Yiu Yuet-ming) has to cope with. It turns out that the boy feels more estranged with his family than with "strangers" like Fan and his Filipino maid Armi. A similar kind of erosion of the boundary between self and other is highlighted at the outset of Durian Durian. The surrealist superimposition of images of Victoria Harbor in Hong Kong and Mudanjiang in Northeastern China parallels the way that one character's voice-over runs into the other in the latter part of the film. As one changing space, Hong Kong opens up into another one, Northeast or Shenzhen; the city and its "strangers" are inevitably brought closer to each other socially, economically, and culturally.
Inhospitable spaces and spectatorship
Preceding the scene of Susan's suicide at the outset of the film, the panning shots of the public housing estates posit a spectator who observes the dwelling space of the lower-class people in the city. This kind of audience identification created by Chan's camera movement brought about widespread resonances when the film was released. As noted, many critics are particularly interested in his depiction of the housing estates. Natalia Chan Sui-hung praises the film's cultural and social significance because of its focus on the negative portrayal of the public housing estates. 19 Another critic, Bono Lee, remarks in his film review that the film is successful in portraying the sense of entrapment associated with the youngsters' negative experience growing up in the housing estates. Lee is sensitive to how the structural design of the housing estates bears both positive and negative traits. For example, the partition gate for individual dwellings also serves to provide social interactions because it does not block out inhabitants from the public corridor, unlike the door. 20 These local resonances, among others, suggest how the film appeals to local viewers who are familiar with this kind of dwelling. Many viewers might have had first-hand experience growing up in such places.
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Agoraphobic outdoor spaces on the rooftop are intriguingly inbetween spaces, neither inside nor outside. For congested Hong Kong residents who are often trapped in small residential cubicles, the rooftops have become outlets for them to breathe. Despite their positive function, many films in Hong Kong have represented them as both deadly and ghostly. Ringo Lam's Esprit D'Amour (1983), Bryan Chang's After the Crescent (1997), and Andrew Lau's Infernal Affairs 1 are a few examples. The falling images from these highrises are closely tied with death, no matter whether the cause is suicide or homicide. Considered in conjunction with the domestic spaces which are equally deadly, these in-between spaces of estrangement in a changing city are fundamental to our understanding of the condition of marginality in Made in Hong Kong.
One type of public housing in the film is supposed to be Moon's residence where small cubicles are lined on the two sides with a long grim corridor in the middle. Chan remarks that this scene was shot in Lek Yuen in Sha Tin. These corridors are represented as deadly and claustrophobic spaces in the film. Similar to the rooftop, we can say that these spaces are neither inside nor outside. As Vidler puts it, "space is assumed to hide, in its dark recesses and forgotten margins, all the objects of fear and phobia that have returned with such insistency to haunt the imaginations of those who have tried to stake out spaces to protect their health and happiness." 22 Contrary to Le Corbusier's transparent spaces which are constructed to cope with fear and uncertainty by ways of rational grids and circulation of light and air, dark spaces in cinematic representation have been built upon the negative of transparency and visibility to incite fear and to hide.
The shots of the corridor in Moon's residence have some traits of the film noir visual style. Both the shots of the corridor and the characters in it are always shown in darkness, illuminated only in part by dim electric lights or natural light from the corridor windows. The film depicts two murders in the gloomy and shadowy corridor. The first murder attempt is a boy being chased by a group of young gangsters. The second one is Moon being stabbed by a young man who is sent by Fat Chan. In both scenes, low-key lighting and dark shadows in the corridor suggest that uncertainty and danger are lurking. Many inhabitants may have autobiographical anecdotes about the feelings of paranoia in these darkened corridors. Death may not always materialize but the constant subjective fear of being followed or attacked at any time has produced many neurotic metropolitan personalities in such dwelling spaces. The darkened space of the corridor in the film not only engulfs death and neighborhood indifference and coldness; together with the instability of the images produced by the hand-held camera, it also enhances the uncertain identity of the killers and the repetitiveness of such stories about youngsters in the public housing. It is also interesting to note that in both scenarios, the darkened corridor is less like a void of death than a tunnel with a dim light and opening on the far end. The light, however, does not seem to signify hope, future, and possibility; it only illuminates the dark -the hidden identity of the gangster who attacks Moon ( fig. 6.3) . In other words, it does not aim to confirm what is positive and hopeful but to uncover what is hidden. This ambiguity seems to confirm Vidler's point that transparency and light are constructed out of fear of dark spaces that hide and mystify. No wonder in the history of space, " [t] he moment that saw the creation of the first 'considered politics of spaces' based on the scientific concepts of light and infinity also saw, and within the same epistemology, the invention of a spatial phenomenology of darkness."
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This ambiguous relation between light and darkness brings us to another type of housing which is newer than the previous one. It is where Ping lives with her mother. This is supposed to be an improvement of the previous type with all the cubicles forming a roomy public space in the middle. Some of these housing can be found in Sha Tin and Ho Man Tin. The actual location of Ping's residence was shot in Butterfly Estate in Tuen Mun, one typical peripheral housing estate which is far away from the prosperous central business district. They are more spacious than the previous kinds of housing. However, Chan's depiction of such a space is also deadly. Some psychological studies have shown that schizophrenics are associated with a range of phobias, from agoraphobia to acrophobia to claustrophobia, and how they feel eaten up by space: To these dispossessed souls, space seems to be a devouring force. Space pursues them, encircles them, digests them in a gigantic phagocytosis. It ends by replacing them. Then the body separates itself from thought, the individual breaks the boundary of his skin and occupies the other side of his senses.
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There is a dizzying moment in the film when Moon and Ping are enveloped by the light and space of the open area in an anamorphic shot from the above. As both of them are disfigured, the space of the middle open space is also warped. If dark spaces conceal and frighten, open bright spaces like the courtyard in this kind of estate encircle and devour the inhabitants. In contrast to this agoraphobic space, the interior claustrophobic space of Ping's cubicle is safe, intimate, and erotic where they have their flirtatious encounter, which subsequently develops into a deadly youthful community consisting of Ping, Moon, Sylvester, and Susan.
In Chan's other films, the old tenement house in Little Cheung and the housing estate in Dumplings are exceptionally depicted as haunted living spaces. In Little Cheung, the old tenements are frequented by surreal and ghostly intrusions. There are two surreal moments in the film, and interestingly both moments exist in some form of storytelling. In the first instance, Grandma narrates to Little Cheung the fantastical story of the tenement-house birth of his elder brother Hang who was later expelled by his parents because of his recalcitrant behavior. The second surreal moment arrives after Grandma has passed away. Toward the end of the film, Grandma is half-seen and is vanishing in her old abode. In calmness, she expresses in a ghostly voice her wish to be gone from this complicated world. It is storytelling as a form of a meta-history that restores their forgotten existences in the space of the film narrative. The tenement houses are being subjected to constant erasure by processes of urbanization and modernization, and being appropriated by global capitalistic forces.
The housing estate in Dumplings is in Shek Kep Mei. It is the oldest type of public housing in Hong Kong, shabby, poor, and nearly forsaken. The whole estate and its old neighborhood seem isolated from the outside world. The rich colorful interior decoration of Mei's (Bai Ling) apartment in the housing estate is somewhat like an old-style Hong Kong red-light house. In the scenes where Mei is cooking dumplings which are made of mysterious meat, through Chan's mise-en-scène, the apartment has an incredibly haunting atmosphere. The rich former star Ching (Miriam Yeung) feels uncomfortable, but the apartment is the site where she, by eating the dumplings, can fulfill her desire of regaining youth and making herself sexually appealing to her husband. However, it is also the site where Mei and Ching's husband (Tony Leung Ka-fai) have a secret affair. The derelict low-cost housing estates in Dumplings have become sites of secret trafficking of desire. What alarms the viewers is that the trafficking is done between Hong Kong and a southern city in China where postsocialism has generated cultural flows beyond anyone's control.
The ghostly narrative voice and yearning for community
The use of narrative voice in Chan's films is a prominent formal element which has helped to render a sense of ghostliness. I call this idiosyncratic feature the "ghostly voice" or the acousmêtre, following Michel Chion. The acousmêtre refers to the image-voice relation in which we do not see the person we hear. It is, as Chion puts it, an "'off screen' voice of someone who has left the image but continues to be there" or one "who is not yet seen, but who remains liable to appear in the visual field at any moment." 25 In Made in Hong Kong, Moon's voice-over narrates the whole story without any instability and tension until the last ten minutes of the film. At the beginning, unlike the typical acousmêtre whose voice is heard but not seen, Moon is seen together with other youngsters who play basketball in one of Hong Kong's low-cost government housing estates. As the film unfolds, his voice intersperses the narrative more than twenty times, sometimes introducing the characters and their background, sometimes describing his inner feelings to us, at other times commenting on the failing and disappointing adult world. During this process, viewers are led to attach the voice to the youngster's image because it is assumed that the film is simply told from his point of view. However, toward the end of the film when we witness Moon kill himself and his voice continues to linger on, we recognize that the voice that has been speaking to us throughout the film is in fact a dead person's voice.
Admittedly the dead voice that unfolds the story is not a new invention in cinema, but fascinating in this example is how Moon's voice should be heard together with the voices of other youngsters who have also died. The film presents a mixed bag of images and voices: bodiless voices and voiceless bodies which form a community. With the exception of Sylvester who remains a ghostly mute character unable to describe his misery, the suicide letter written by Susan not only contains her final words for her parents but has been co-written and expanded by both Moon and Ping. I have called this "an erotics of the deadly communal" to refer to their erotic relationships with each other. As noted, Barthes has remarked that the city is the site of our encounter with the other; in this instance, what is at issue is not so much urban semiotics but sociality in the city. 26 The youngsters in the film are erotically connected with each other. The collective, ghostly voice in the final scene demonstrates the impossibility of attaching Moon's voice only to his image in a stable manner. His acute expression of homelessness is also shared by other youngsters in the film:
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Ever since my mom left, I've changed some of my habits. Whenever I was walking on the street or sitting in a mini-bus, I would observe the people around me, hoping to find my mom. How I wished she'd suddenly show up in front of me. I know I've failed my family, Ms Lee, and those who care about me. But the world is moving far too fast, so fast that just when you want to adapt yourself to it, it's another brand new world.
The homeless feeling inherent in both tone and content of the above monologue expresses his yearning for his disappearing mother. In his other monologues, he explains why he cannot go home because of Susan's haunting spirit. These speeches echo each other with unease expressing the problems of urban eroticism. This form of sociality is in fact metonymic of the larger youthful alliance consisting of the other youngsters in the film who also come from dysfunctional families. Ping, who is suffering from a terminal illness, has a crush on Moon who also reciprocates; Sylvester, who is abandoned by his family and finally destroyed by the gangsters, is Moon's most intimate friend, having a similar crush on Ping from their first day of encounter. Susan's letter, which finally reaches her parents a long time after her suicide, is a collective testimony by the youngsters who tell their own youthful woes. These four youngsters, sharing the same experience of having grown up in the problematic public housing estates, form a melancholic youthful alliance -an alliance which is deadly and erotic. As mentioned in the previous discussion of Hong Kong public housing estates, the socially and culturally marginalized people and spaces are sacrificed at the expense of Hong Kong's global desire. So the ghostly voices in Made in Hong Kong reveal "secrets of class" in the prosperous city of Hong Kong.
In his discussion of the impossible embodiment of the acousmêtre, Chion brings to our attention that the term embodiment (mise-en-corps) is reminiscent of entombment (mise en bière) and interment (mise en terre), both of which are associated with death and burial. 27 The mise-en-scène of the last scene also evokes this sense of deadliness and impossibility. We see on screen the dead Moon leaning against Ping's tomb, thinking of Susan, Sylvester, Ping, and himself. It is a final moment of the reunion of the bodiless voices and the voiceless bodies. With great irony, Susan's final de-acousmatization (she speaks in the final moment in her letter) parallels Sylvester's re-acousmatization (he is ultimately mute, only reappearing in Moon's memory/ imagination). What naturally follows our discussion here seems to be Gayatri Spivak's famous question: Can the subaltern speak? Can the subaltern enter history and representation? Is their voice an absent song?
The ghostly voice as an aesthetic filmic category forces us to seek the possibility of hearing what we do not see. It is posttraumatic, always produced after the experience but not signifying the end of experience. It is a symptomatic voice which invites interpretation. It is coded with multiple layers of meaning. We may then be tempted to say that this kind of ghostly voice can also be found in other Hong Kong films, such as Wong Kar-wai's Chungking Express and Happy Together (1997) where voices are sounded out after the fact, narrating a past love story. However, when we examine the material origin of this voice in Made in Hong Kong, surprisingly it is deeply associated with the mode of independent filmmaking. According to Chan, this voice is really a ghostly voice which only emerged after an earlier version of the film was made. Chan said, "In the original script, I did not have any voice-over narration, but they were later added to the scenes where the acting was not competent enough." 28 So instead of being an aesthetic category, this symbolic practice where the voice-over is used is in fact the result of having to work with a non-professional cast of actors whose acting did not live up to the filmmaker's expectation. It has become "parametric" when other ghostly elements cohere to depict the sense of dread. This example can be compared to the faded color of the film. While this color tone enhances the sense of deadliness, it is in fact the result of the expired stock-piled short ends of films that Chan gathered in the industry. I argue that the interaction between the material and symbolic practices in this case spells out some basic characteristics of what we call the independent mode of filmmaking.
Countering estrangement: the ghostly as afterlife
Seriality is a characteristic of Chan's films in terms of casting. Sam Lee acts as Ga Suen in The Longest Summer, the younger brother of Ga Yin. He plays the role of a triad kid again and kills a man on the beach under a spectacular firework display. Brother Wing from Made in Hong Kong plays the same role in the second movie. In Little Cheung, the main characters from Made in Hong Kong and The Longest Summer all appear briefly. Jo Koo acts the role of Little Cheung's brother, Hang's girlfriend. The film ends with the scene in which Little Cheung sees the three youngsters (Moon, Ping, and Sylvester) walking across a zebra crossing; they look very happy. Stopping behind the zebra crossing is a truck; its driver is Tony Ho Wah-chiu who plays Ga Yin in The Longest Summer. The scene is read as the finale of Chan's "Handover Trilogy." Fan and her family from Little Cheung appear in Durian Durian. It is the first part of "Prostitute Trilogy," but some of its materials are taken from the last part of "Handover Trilogy." In Public Toilet, Sam Lee is a killer and Jo Koo is her girlfriend. This kind of recycling and seriality of amateur actors might be due to the financial constraints of Chan's mode of filmmaking but is also partly motivated by his intention to create a "signature style." Interestingly, such structural recurrences provoke the viewers who follow his films over the years to enjoy the "pleasure" of his texts, in the Barthesian sense. These recurrences which are not mere repetitions generate multiple meanings. Let us end with one way of reading such ghostly recurrences as the texts' afterlife. The voice, the acousmêtre, is an interesting parametric device in his films through which strangerhood and differences can be rethought.
After Made in Hong Kong, Chan showed a constant fondness for using voice-over as a parametric device in his films. Little Cheung, a story about growing up, is narrated by the male protagonist Little Cheung alternated with Fan's narration. In Durian Durian, the same technique is repeatedly used, even more experimentally. Yan the prostitute and Fan the illegal immigrant narrate their different and yet similar experience of time-space dislocation in Hong Kong and at home. Although these two films do not associate the voices with dead people as in Made in Hong Kong, the voice used shares the function of depicting a communal one. Despite the characters' different background, they attempt to make connection with each other. The way Little Cheung and Fan bifurcate the narrative space of the film by their narration suggests the diversity of Hong Kong identity. If illegal immigrants from the mainland are often perceived as strangers by Hong Kong people, this use of the narrative voice brings the two parties together. In Durian Durian, when Hong Kong and Mudanjiang in Northeastern China are surrealistically merged together as one space, the two voices also fail to attach to the speakers' bodies. Although these voices do not evoke a sense of deadliness as in Made in Hong Kong, their bifurcation and coexistence in the film as non-diegetic voice suggest the possibility of countering, if not overcoming, estrangement in Hong Kong's and mainland China's postsocialist urban space. The increased trafficking of people, commodities, ideas, images, and money between the two locales creates more opportunities for "strangers" from the mainland to frequent. Together with migrant workers from other parts of Asia, they shape a new and inescapable situation that the Hong Kong subjects must cope with. As strangers are both far and near, suggested by Georg Simmel more than a century ago, they are sometimes embraced emotionally without physical contiguity. Both Little Cheung and Durian Durian echo Made in Hong Kong in this treatment of the voice as a device to countering strangerhood, if not overcoming it. Of course, when there are escalated cultural flows of all kinds, it is hard to make emotional connection with strangers. Hollywood Hong Kong and Dumplings both suggest that strangers, who intrude either as sex workers or agents of secret desires, may be physically close but emotionally distant. This difficulty of coping with the conundrum of the phantasmagoric situation between Hong Kong and mainland China results in the creation of exotic and mysterious characters in the above two films. In Dumplings when Mei, the secret agent who provides fetuses for food, speaks with her acousmêtre, viewers are not only alienated but haunted by a renewed history of the madman-type cannibalism that Lu Xun depicted more than a century ago.
